Documentary filmmakers dealing with historical events can be regarded as historiographers in the sense that they reconstruct and recreate history. By offering visualized comments and reflections, they intervene in the debate about historiography and historical representation. There is a line running from Alain Resnais' Night and Fog (1955) to the work of Marcel Ophiils' and to Claude Lanzmann's epic work Shoah (1985) .
In referring to the Shoah, all deal with the question of how to represent the 'unknown' and the unspeakable while trying to offer documentary ways of remembering a historical event as immeasurable as the Shoah. Documentary films thus create sites for remembering, by rewriting history through representations. As Young (1988: 1) puts it, 'what is remembered of the Holocaust depends on how it is remembered and how its events are remembered depends in turn on the texts now giving them form'. These various texts, which include monuments, literature, diaries and films, are diverse and incomparable commemoration practices as they are positioned differently in the public domain and also in (popular) culture.
By the end of the 1980s there was a renewed interest in telling stories about the past and the Shoah in particular. This seems even more true for AR TICLE filmmakers, who often try and fill the gaps in historiography by focusing on history from below (using ordinary people as witnesses) as a confrontation with official history. Alternatively, they discuss historiography as such by using cinematic devices to reveal history as representation.
This article discusses how documentary film as a site of memory has constructed the memory of the Shoah. Its focus is on Dutch documentary films produced by the end of the 1980s and in the lDDOs. Several debates have informed the choice of films and these will be addressed further later on. First, documentary film embodies the core of the debate on (historical) representation because of its evident relation with 'reality'. Second, for several reasons the Shoah questions representational strategies in general, and historical representation in particular. Finally, there is a case to make for Dutch documentary film, as it has received acclaim and worldwide approval since the 1950s.
The 1950s, known as the post-war reconstruction era, produced a large quantity of mainly short documentaries, many of which received first prizes at international film festivals. Shoah, but they each address the commemoration of the Shoah as well as collective memory and its evolution over time. All three films deal with a subject that has gained iconic meaning, in the sense that its historical and individual specificity was effaced to become an abstraction. It is not the aim of this article to offer detailed textual analyses, although its observations are based upon close readings of the films. Rather, it focuses on the function of Dutch documentary in reshaping collective memory, and for that purpose it will refer to the narrative strategies of each of the films, and to some of their cinematic devices. It suggests that in the 1 98Os and 1990s, Dutch documentary films no longer offered a depersonalized institutional discourse of memory, but had become various personalized individual discourses, both of the filmmakers themselves who tell their own story, and the story of the people whose voices they use. By sharing memories, documentary films present themselves as (almost) political tools, keeping alive social collective memory.
Documentary and memory
For the purpose of this article, the term 'memory' will be used in a broad sense. Jay Winter and Emmanuel Sivan (1999) (FriedlBnder, 1993 (FriedlBnder, , 1994 Young, 1988 In representing the Shoah, the realist documentary tradition faces some difficulties.3 First, because of the lack of archival footage of the genocide itself, archival material cannot be used as argumentative evidence. There is some material, and now and then archival footage of the genocide is discovered to exist, but there is not much. Second, the resistance to any final narrativization in the form of a closed story runs counter to the realist discourse. Resistance against a 'final solution', so to speak, because the question of 'why' (i.e. 'why did this all happen?') cannot be answered.
Documentary filmmakers have developed diverse representational strategies to deal with the limits posed by the specific historical character of the Shoah, recounting the past with their own rules.4 They have used the realistic mode of representation in specific ways, as we will see. Besides, other representational techniques can be observed in recent documentary filmmaking, derived from modernism and postmodernism, which seem to run parallel to the challenges posed by the impossibility of capturing the Shoah experience in images.) Hayden White (1996) argues that modernist anti-narration techniques, such as fragmentation, exploding the conventions of the traditional tale and splitting narrative functions, are the most appropriate techniques to represent the historical reality of our time with its 'unnatural' (unprecedented) catastrophes (see also Burgoyne, 1996) .
If we extend this argument to the domain of documentary, we can argue that realistic storytelling, with its explanatory master narrative, presumes a narrative omniscience regarding the events which, precisely because of their size and range, elude total explanation. Modernist conventions offer the possibility of representing the traumatic events of the 20th century in a manner that does not pretend to contain, define or control them. In her plea for postmodern fiction as a method for representing history, Staiger (1996) follows Linda Hutcheon in suggesting that postmodern fiction does not disconnect itself from history, but asks readers to question the process by which we represent ourselves and the world and to become aware of the means by which we make sense of experiences in our culture. With regard to documentary, the postmodernist approach might sound familiar to what has been described previously as an articulation of the construction of the represented reality. However, postmodernism restricts itself to an endless discussion with the past, in which looking for the truth (any truth) is no longer an aim. According to Hayden White (1996) , everything is presented in postmodernist works as if it were of the same ontological order, both real and imaginary. As a result of this, the referential function of the images of the events fades, turns pale, as does the historical context of their production.
Since it has been argued here that because documentary filmmakers participate in discourses that offer reconstructions of social reality, and they have to account for the form and content of these reconstructions, a strict postmodernist approach does not seem to be appropriate at all.
In discussing the relationship between history and postmodern theory, Robert Rosenstone (1996) also criticizes a postmodern approach which, in his view, is anti-history, because it problematizes the entire notion of historical knowledge. He discusses ways to talk about and make meaning of the past, ways of encountering and experiencing past events instead of describing and analysing them. Referring to Hayden White, who suggested a new 'voice' in this context, Rosenstone suggests a so-called intransitive middle voice ' (1996: 203) , which lies somewhere between the objective voice of scholarship and the subjective voice of fiction and poetry. For him, by adding a visual component such a voice is precisely that of filmmakers, who attempt 'to forge a more meaningful relationship with the past ' (1996: 216) . This is true for documentary filmmakers in a specific way. According to Kaes (1989) happened, these women are no longer objectified, as they were during their imprisonment, but become subj ects again, women again, in front of the camera. The women each tell a part of the story which becomes a narrative (edited by the filmmaker) of destruction and survival.
This film does not reveal the act of representation. In this sense it presents a realistic discourse; facts, images and testimonies are presented as unquestioned. However, there is no doubt that these stories are private, belonging only to the women who tell them. Together they make up a story based on private ways of remembering which can function as a counterpart to the official history of camp routines. In the way that the testimonies are edited and in their interrelationship, the women's personal memories are elevated to a higher level which offers the viewers a more general framework of remembering the Shoah. The individual stories told by the women are edited so that together they form a narrative recalling what has happened from beginning to end. Also, in the editing, each individual's story contextualizes the 'symbolic' knowledge of Anne Frank, and as a consequence she is repositioned as one among the other girls who were murdered. The film Settela Facefrom the Past (Cherry Duijns, 1 994), discusses the remembrance of the Shoah. This documentary traces back into history and present-day memory by studying the impact of seven seconds of archival footage of a transportation that became world famous. These seven seconds have been recycled again and again, ever since Alain Resnais used them so manifestly in Night and Fog. The short film clip became a symbol of the masses of deported Jews, and a worldwide symbol of the Shoah.
The film clip shows the moving image, in close-up, of a girl with a white headscarf in the doorway of a train due to depart from Westerbork. The close-up of the girl is edited between images of SS officers walking along the train wagons on the platform, while dogs watch. In the film, Duij ns follows the research of journalist Aad Wagenaar as he sought the identity of the girl, filename 'Esther'; their aim is to question the origin of the image and to historicize it. Through close analysis of the signs, letters and numbers on the wagon truck as shown in the footage film, the trace leads to the transport of 19 May 1944, a Gypsy transport, and further to a few Gypsy survivors, one of whom recognizes and reveals the identity of the girl: a Gypsy girl named Anne Maria Steinbach, 'Settela' by her Gypsy name.
Wagenaar personalized the abstract representation, putting the sevensecond footage into historical perspective. Afterwards, he faced strong culturally and historically-defined reactions both from the Gypsy and Jewish communities. The Jewish community felt as if they had been robbed of a symbol, as they had identified themselves with the image. All over the world, the identity of the girl had been read as Jewish, an imaginary projection of the victims of the Shoah. The introvert Gypsy community did not want to become public since, as the film puts it, 'Memories are kept in the heart. The dead must not be discussed in public.' Although j EUROPEAN JOURNAL OF CULTURAL STUDIES 10 (1) it welcomed the attention given to its suffering in the Shoah, it feared a repetition of history, as one of the main witnesses says in the film.
Wagenaar discovered only in 1993 that the image of the girl indeed was anonymous (and not only kept anonymous), and began his search for her identity. Another 'Unknown Soldier' was given a name, and the name-giving helped to generate more attention for individual voices in memorial services that take place in Westerbork as a memorial centre. Duijns uses the actual Westerbork memorial place in his film as a site of memory, next to archival material and oral history, put in the narrative form of a quest, discussing historical truth as well as the truth of memory. As a filmmaker, he constantly articulates his presence as the 'constructor' of this part of reality, while at the same time arguing convincingly for the identity of the girl as a Gypsy. The film draws attention to the tensions that arise when statements contradict one another, revealing the act of remembering. This is the work of the film text, not the viewpoint of one of the witnesses, and here the film stays away from realist discourse. It takes up a 'middle voice', obj ective in its presentation of archival material and oral history, however contradictory that may sound, subjective in its poetic commentary, written and spoken by the filmmaker himself. By looking for the relationship between film and memory, Duijns seeks a way to be in dialogue with the past, constituting a meaningful relationship with it. Thus Settela's face, still an indictment, has become the face of the deported. But as long as the ritual is kept alive (it should be), personal memories will have a common focal point, one which offers room for individuals to mourn, to honour, to remember, to commemorate their own deaths, keeping together the self and the collective, ready to enter a new age.
What we have discussed here is how filmmakers in the 1980s and 1 9D0s began to recontextualize images of the Shoah by taking new representational approaches such as modernist narrative strategies. The use of these new cinematic devices offered filmmakers the opportunity to take new paths of historical representation. They contest the fixed meanings that history had produced so far, which had been given form in documentary images. Following modernist storytelling strategies, documentary film is able to deconstruct the fixed meaning of images in order to make room for a diversity of stories, individual stories which at the same time count for many forms of memory. The documentary image has become available again for historical representation.
